, which serves as a hook to users' engagement.
Introduction
Surprisingly, some key Internet-based textual practices, which are widespread and pervasive, have been almost completely ignored by semiotics. This is largely due to their relative novelty and to their complex and challenging features. The latter, in fact, pose the problem of a rigorous definition of the objects themselves as well as of the choice of a suitable way to collect and analyze them.
As Massimo Leone (2011) suggests, in order to dispel the risk of being nothing more than a 'microsociology' of the 'new technologies' , a proper 'semiotics of the new media' should consider the Internet and social networks not so much as a 'mirror of society' , but as an autonomous system with its own specificities (the modes of creation and diffusion of the contents they generate) existing in dialectical relation with 'offline society' (in a mutual exchange of forms and contents). Society does appropriate social networks-as a tool, an environment, a discursive dimension, and a proper linguistic system. Among these new, Internet-based linguistic systems, Internet memes are one of the most interesting and important. 1 
Memes and the Internet
By the second half of the 1990s, researchers and scholars in the fields of cognitive and computational sciences (cf. Heylighen 1996 , Best 1997 , Marshall 1998 started to propose the idea of using memetics 'as the basis for obtaining a better understanding of the Internet both in its operation and in the way it is used' (Marshall 1998) . The notion of 'meme' seemed 'to explain what it is that circulates on the net' (McKenzie 1996) or, at least, represented a 'fitting metaphor for Internet culture, affording exact copies of digital artifacts, rapid person-to-person spread, and enormous storage capacity -a perfect storm of copy-fidelity, fecundity, and longevity' (Marwick 2013) .
Since the early 2000s, the use of the word 'meme' in relation to the Internet is no longer exclusive to insiders. Wikipedia registers the relation between Dawkins' meme and the Internet for the first time in 2001 and, more extensively, in 2004 4 (cf. also Hodge 2000) . 'Internet meme' has been established as an umbrella term to identify a wide range of texts circulating in the Internet ('phenomena specific to the Internet' , according to Wikipedia), such as 'popular themes, catchphrases, images, viral videos, jokes' 5 or, in other words, 'culturally shared pieces of media' (Constine 2009: 1) .
Internet phenomena are memes according to folk taxonomy and in a metaphorical sense, as they are deliberately altered by human creativity; still, they present proper memetic features. Limor Shifman (2009, Shifman, Levy and Thelwall 2014) has studied Internet memes according to the principles of memetics, employing quantitative-statistical methods and proposing the idea of a proper 'Web memetics' (cf. also Coscia
2013, Quattrociocchi, Caldarelli and Scala 2014). Dawkins himself has claimed that the Internet has 'hijacked'
and substituted the original notion of 'meme' (cf. Solon 2013) . 
Early Internet memes

A brief chronology of Internet memes
Internet memes as a non-systematized field of research
Internet memes have not been systematically studied yet by any of the possibly pertinent disciplinary perspectives: philosophy, sociology, anthropology, linguistics, semiotics or, surprisingly, even memetics (none of Media studies, operating at the intersection of sociology, critical theory, ethnography, and marketing, is the most advanced area in the field. Key quantitative research and analyses (cf. Burgess and Green 2009 , Berger and Milkman 2012 ), theoretical elaborations (cf. Metahaven 2012 , Jenkins, Ford and Green 2013 , and definitions (cf. Constine 2009 , Davison 2012 , Milner 2012 ) have been provided, as well as the best attempt at a general systematization to date (cf. Shifman 2013; on the basis of research started in 2007). Key contributions to a global understanding of the phenomenon have also come from literary and educational research (cf. Knobel 2003, 2007) . A fertile point of departure for a semiotic approach to Internet memes can be provided by one of the most established typologies in the field of narratology; Internet memes can be studied as 'hypertexts' , according to the terminology proposed by Gérard Genette.
Approaching Internet memes semiotically
Texts in contact: Transtextuality
Deepening the notion of 'dialogism' , proposed in the 1930s by Mikhail Bakhtin (1981) , and developing that of 'intertextuality' , a neologism coined in 1966 by Julia Kristeva (1978) , Gérard Genette (1997) shows that textuality is always a matter of 'in-betweenness' , namely of 'trans-textuality' . He identifies five levels of relation of one text to another, in order to define a model capable to explain how texts are generated and work as a system.
Architextuality: The relation of a given text with texts that are similar to it, namely with pre-existing texts, considered as a coherent tradition ('genre' and 'style' are key notions in the architextual level of a text); -Intertextuality: The relation of a given text with one or more that are included in it, according to different degrees of (a) allusion, (b) quotation, and (c) plagiarism; -Hypertextuality: The relation of a given text with the one or more it has been derived from; the derivative text, namely the hypertext, may be generated through a process of: The fact that a text may be manipulated and reused suggests that the more the text is made up by discrete units or blocks, the more it may be manipulated and reused. Umberto Eco (1977 Eco ( : 139, 1994 cf. also Jachia 2006: 58-62 ) ascribed the success of a variety of literary and media texts (including the Bible, the Divine Comedy, and Hamlet) to their 'incoherence' (sgangheratezza, or the property of being unhinged), which 'also means "dismountability"' (Eco 1994: 157, sgangherabilità, 
Transtextuality revisited: Replica practices
In the age of 'digital reproducibility' (to paraphrase Walter Benjamin), the categories of intertextuality and hypertextuality have been declined into a wide typology of digital intervention. It is possible to talk of 'replica practices' (cf. Dusi and Spaziante 2006) , namely 'shared procedures of invention, originated both from memories and textual archives, which embody consolidated practices of production and enjoyment inside texts themselves' (Spaziante 2010: 5) . These 'practices of reproducibility' or of 'digital bricolage' 13 are epitomized in the sampling, the remixing, and the remaking. According to Lucio Spaziante (2007: 153-155 Internet memes comprise a widespread range of popular practices of textual sampling, remixing, and remaking, and, as such, are powerful means of transmission of a wide range of social and cultural contents.
Semiotics of spreadability: A systematic perspective
Spreadability: A new paradigm for the new media
Henry Jenkins (cf. Jenkins, Ford and Green op. cit.; on the basis of research started in 2007) strongly questions the concepts of 'virality' and 'meme' . He rejects the unconsciousness and passivity these two terms implicate and assign to users-'viral contents' would 'infect' people (almost in a 'hypodermic-needle theory' fashion) and 'memes' would propagate autonomously (whereas Dawkins himself has stressed that they should not be considered as totally 'independent agents'). Even though 'virality' and 'meme' are evocative, potent concepts, Jenkins proposes to employ a more fine-grained category, in order to acknowledge users' agency (he has always been interested in the pragmatics of media and the active role of communities; cf. 1992).
The idea is that the textual practices identified by terms such as 'viral' and 'meme' owe their efficacy not so much to mechanisms of mimicry (cf. Blackmore 1998) or virality (cf. Dawkins 1993) , but to the capability of stimulating the participation of users or, in other words, activating their agency. Such texts convey the idea of being manipulated and of creating other texts out of them. Internet memes are 'ergodic' texts (cf. Aarseth 1997), requiring active work by users: they need to be sampled, remixed, and remade.
Jenkins proposes to identify texts such as Internet memes with the category of 'spreadable media' , where the neologism 'spreadability' should be understood as a 'metaphoric and multidimensional concept, ambiguously in between medium and content' (Boccia Artieri 2013: 330; my trans.). In fact, texts are 'spreadable' due to the interlacement of different, inseparable dimensions: intrinsic properties of the content as such, technological and communicative structures, economic structures, and online and offline social networks.
Theodor W. Adorno (1941) had already proposed a twofold model to explain the spread of popular music songs. On the one hand, he referred to 'standardization' (songs are built according to crystallized schemes that make them immediately recognizable as part of a given genre, namely a 'context of use'), which is related to structural and semantic features of the text itself. On the other, he referred to 'plugging' (in order to turn them into hits, songs are played repeatedly by radio broadcasts, are put into films, commented on by journalists etc.), which is related to the technological, economic, and social structures involved in the transmission of the text (both in the case of what nowadays we call 'top-down' or 'branded' content and 'bottom-up' or 'grassroots' content).
The category of 'spreadability' identifies a new dynamic paradigm for the contemporary global mediascape, where a given content is spread via different platforms and formats, and can be customized 14 . This is in opposition to the traditional, static one of 'stickiness' , conceived in a centralized, standardized, and broadcast-oriented system, where a given content is set in a single environment and aims at attracting users to it, building so-called 'customer loyalty' . The opposition between 'stickiness' and 'spreadability' can be summed up as follows:
The As a consequence, in a content design perspective, 'content is more likely to be shared if it is': ' Available when and where audiences want it; Portable; Easily reusable in a variety of ways; Relevant to multiple audiences;
Part of a steady stream of material' (Jenkins, ).
Jenkins' 'spreadability' recalls Jonathan Zittrain's notion of 'generativity' . A 'generative system' or 'pattern' is a means 'designed to accept any contribution that followed a basic set of rules' (Zittrain 2008: 3) , and that 'is open to reprogramming and thus repurposing by anyone ' (ivi: 19) . In a generative system, like the PC or the Internet:
There are five principal factors at work: (1) how extensively a system or technology leverages a set of possible tasks; (2) how well it can be adapted to a range of tasks; (3) how easily new contributors can master it; (4) how accessible it is to those ready and able to build on it; and (5) how transferable any changes are to others -including (and perhaps especially) nonexperts. [ivi: 71] The five factors, in other words, are: 'leverage' , 'adaptability' , 'ease of mastery' , 'accessibility' , and 'transferability' . 'The more these qualities are maximised, the more contributors can take part in the system, and generativity can develop and be sustained' (Börzsei 2013: 10) . According to Zittrain, generativity presents both positive and negative aspects, but its indiscriminate proliferation cannot lead to anything but technological, social, and cultural issues.
It must be noted that some of the early Internet memes (e.g., most of the webpages and websites listed earlier) are ascribable to the logic of stickiness ('many-in-one-location' , according to Davison 2012: 125) , rather than to spreadability ('individuals-in-many-location' , ibid.) . This suggests that the notion of 'Internet meme' is historically motivated, that it has undergone an evolution; most contemporary Internet memes, in fact, are definitely ascribable to the logic of spreadability.
An analytical definition of 'Internet memes'
In common use, 'Internet phenomena' , 'Internet memes' and 'virals' are indiscriminately employed as synonyms and, as such (namely, as folk taxonomies), they 'lack even an accurate definition' (Davison 2012: 122) .
In order to achieve such a definition and to provide a more precise research terminology, we may use the term 'Internet meme' to refer not so much to a text that virally spreads over the Internet, but to the viral spread of the practice of modifying a text and producing other texts out of it. More specifically, we can define 'Internet memes' as follows:
(i) They are texts, (ii) belonging to different expressive substances, and usually syncretic, (iii) deriving from a process of intervention upon pre-existing texts, (iv) according to rules of pertinence and good formation, (v) that are characterized by a collectively assigned and recognized efficacy, (vi) by a playful spirit, (vii) by the anonymity of the creator, and (viii) by modalities of diffusion that are repetitive, adaptive, appropriative, and -in general -participative.
Point (i) refers to the semiotic notion of 'text' as an 'analyzable meaningful object' (cf. Note 2). Point (ii) means that memes are multimedial or multimodal texts, usually pictures (static or animated, including verbal parts) and videos. Point (iii) refers to the processes of segmentation, modification, re-creation, and resemantization -namely, bricolage (cf. Note 14) -that are implemented in order to spread the memes (they are hypertexts, replica practices, textual samples, remixes, and remakes). The rules mentioned in point (iv) may be proper formal or procedural schemas; memes' rules of formation are exhibited by their very structure. The playful spirit mentioned in point (vi) can be humoristic, parodistic (playful transformation; pastiche, in case of imitation), or satirical (travesty, in case of transformation; caricature, in case of imitation), and it actually comes from the efficacy (v) of the text, owed to the presence of a 'striking element' . The features listed in point (viii), which usually make memes anonymous (vii), 15 make it legitimate to classify them as 'spreadable texts' .
It should be stressed that by 'Internet meme' we actually mean two different yet strictly related entities: an idea, a type-meme (or, in other words, the meme genre), and the object that materializes it, a token-meme (a text); the former generates the latter, and the latter recalls the former.
Type-and token-meme: The Happy cat
Internet memes are texts (token-memes) like the Happy cat (the picture of a grey cat who seems to be smiling dazedly, with the superimposed verbal text 'I CAN HAS CHEEZBURGER?'; cf. Fig. 1 ), but also the format, the model, the set of criteria according to which that single text has been created (type-meme). Happy cat is the first established LOLcat (it is the text that inaugurated the genre, in 2007), which is a funny picture of a cat featuring a caption (usually in Impact font) written in 'LOLspeak' or 'Kitty pidgin' (a form of systematic broken English, as one can image a cat would talk; cf. Fiorentini op. cit.) . Only such a text (the picture and the text as a whole is called 'image macro'), displaying this structure and these features (the picture has to be a photo, not a drawing; it has to be funny, not sad etc.), is a LOLcat, and only a LOLcat. Otherwise, we can talk of a parody of a LOLcat, or of another Internet meme. The problem of typology Lankshear and Knobel's (2007) self-declared 'provisional' typology identifies four main types of memes according to their purposes. The typology has been built on the basis of a corpus of 19 Internet memes, selected with regard to the buzz they generated across online communities and mainstream media, and is both thematic [Shifman 2013: 118] Despite their great usefulness in identifying some key features of Internet memes, both Lankshear and Knobel's and Shifman's typologies cannot be considered 'systematic' . They present a non-homogeneous segmentation of the memetic continuum, suggesting classes that actually focus on different levels of semantic pertinence and that could have been better organized in terms of hyponymity-hypernymity (in particular, some aspects that are strictly related have been categorized separately). Besides, a few assumptions seem pretty arguable (e.g., why should 'Otaku and Manga' topics express 'macabre interests'?; many highly successful Internet memes do not display 'a focus on ordinary people' , and many are far from being definable as 'simple' texts). Furthermore, because they are mainly focused on the semantic facets of the phenomenon, the typologies cannot take into account the different ways in which Internet memes are built, considering them, de facto, as a structurally homogenous set of texts (which they are not).
In fact, the structure of memes is a key dimension as it presents, in nuce, the more or less explicit instructions and the different possible operations users are allowed to apply on texts in order to use them concretely. In other words, structure is strictly related to the pragmatics of the texts. We may outline two different and complementary typologies of Internet memes; a syntactic and a semantic one.
Syntactic typology
Through the structure a meme displays, it is possible to infer the kind of agency a user is allowed and invited to implement in order to spread the meme itself; depending on the structure, it is possible to distinguish between different degrees of intervention, namely between different operations that can be implemented upon the meme and on the basis of the meme.
We may identify three syntactic macro-types within a memetic continuum of the Internet phenomena; with ready-made memes (and spreader-users) and memes that have to be created on purpose (and creator-users) at the opposite extremes, and whatever meme has to be modified to be spread set in the middle. We may call Genette's hypotext as 'source' or 'mother' text, and hypertext as 'target' or 'child' text; each class of the typology includes both source and target texts, for the very nature of the memes lies in their inter-objectivity (a text is a meme to other texts, namely its source text and child text).
Three different ways of spreading an Internet meme can be identified. This is a pragmatic typology, with a focus on the perlocutionary dimension of the text; namely, on the level of the psychological consequences of the text and of the effect of getting someone to do or realize something. Proper memes are texts that need to be transformed to be meaningful to the user; namely, they require a transformation of the source text to exist.
The following theoretical assumptions are mainly based on a corpus of both established and emerging memes -'the many as possible' -labeled as 'most popular' in September-October 2013 by the reference website Know Your Meme 19 .
Ready-mades
These texts are memes at the 'zero degree' , as they do not require any transformation prior to their use; they just have to fit a given context. They 'travel' , they can be shared, posted, and commented on; they identify so-called 'Internet clichés' and, if they spread outwards (breaking the 'tipping point'), 'virals' . They present themselves to the user as 'discrete' (cf. Constine 2009), semantically full units. When generated by manipulation of a pre-existing text, the source text has been modified only once, and for all; albeit target texts may present variations that do not implicate any change in the meaning (cf. Fig. 2 ). They are 'founder-based memes' , according to Shifman (2013: 58 
Samples and remixes
These texts present themselves as an assemblage of different elements. Once the source text has been modified (once the sample has been extracted or the text has been remixed), the new text is spread as such. The triadic structure of most of the template image macro memes (picture in the middle, caption at the top and bottom) makes them, according to Geninasca (1992 Geninasca ( , 2000 ; cf. supra, par. 2.1), a particularly effective serial syntagm. This is because 'triadic serial syntagms' display the most effective rhythmic structure, 'the smallest form in which we are able to recognize the alternation of tension and resolution' (Polidoro op. cit.: 189, my trans.) . 
Mimetic texts
These texts are imitational (Shifman 2013 employs the notion of 'mimesis' passim) because they remake a given, pre-existing text. They usually re-create the formula or template upon which the original text is built (namely, they are usually symbiotic; cf. supra). They can be 'performative' (cf. Banks 2011; cf. 
Remarks upon syntactic typology
The second syntactic category works by transformation (they are samples and remixes), while the third works by imitation (remakes). All but the first category, and particularly both the transformational and imitational symbiotic texts, can be interpreted, as we have seen, as serial syntagms introducing 'a puzzle or problem that needs to be solved through creative responses' (Shifman 2013: 97; Jenkins, Ford and Green 2013: 209-211) talk of an 'unfinished content' . These memes can be modified ad libitum on purpose; they are 'egalitarian memes' , according to Shifman (2013: 58) . They set the theme or the topic of the discourse by themselves; they embed their own theme or topic. On the contrary, so-called 'clichés' rather serve as a comment, rheme or focus to the pre-existing theme or topic of the context (e.g., all the Rage faces or any text that is used as an emoticon, to express a feeling, a sentiment, an evaluation, a judgment).
In a static perspective, the three syntactic categories identify textual formats and single texts. In a dynamic perspective, they identify the phases of a possible process of hypertexual production, so that from the source text -which serves as a ready-made -it is possible to generate the textual sample-remix, and from this the mimetic text (cf. Fig. 7) . Each of them can, in turn, serve as a ready-made spreadable text, as exemplified by such texts as the mashup videos-remixes that, besides stimulating the production of other mashups, spread autonomously as Internet clichés or proper songs (e.g., the Songify's Can't hug every cat and Reality hits you hard bro). An advantage of such a typology, which focuses on meme structure and on the possible material operations that are allowed upon the text (as the text has been created according to them), is that it leaves possible 'open positions' for memes yet to come, a possibility that thematic typologies cannot allow.
According to such a perspective, 'virality' stands as a sur-categorization. The notion of 'virality' implies that a given text quickly spreads outwards, but it does not involve any particular textual requirement, nor a manipulation of a pre-existing text. Not all virals are Internet memes (not all virals have a memetic structure) and not all memes go viral (not all texts that have a memetic structure go viral), even though it is easy to witness the two categories overlapping and hypertextual proliferation is a symptom of viral success.
In short: internet memes -second and third category proper -are different but usually syncretic kinds of texts, such as captioned pictures and videos, that circulate over the Internet thanks to a hypertextual spread (from the original token-meme, established as type-meme, to the token-memes), namely through a process of transformation (sample, remix) or imitation (remake). On the contrary, virals are texts that spread without any manipulation. Memes display different structures that mirror their creator's different operations of manipulation and, in turn, invite users to spread, modify, or re-create them in a similar way. 
Viral vs. meme: First Kiss
Semantic typology: Indications for a semiotic mapping
Following the tradition that stemmed from Jean-Marie Floch's four-valorization (Practical, Utopian, Aesthetic-Playful, Critical) semiotic square (1992), namely Andrea Semprini's 'semantic positioning ' (1993) and Guido Ferraro's 'discursive systems' (1999) , it would be possible to outline the mutual positioning of each Internet meme through a semiotic mapping-namely, to place the possible Internet meme genres within a semantic perspective.
-
Thematic mapping: A first semantic mapping may be focused on the themes carried by the memes; namely, any possible topic, issue or discursive area (e.g., 'food memes' , 'sex memes' , 'protest memes' , and other topic-specific memes); -Figurative mapping: A second mapping may be focused on the figures -'actors' , according to Algirdas J.
Greimas' terminology -employed to figurativize such themes. It would be possible to identify individual or collective memes; namely, memes that are based on a main character (such as the Advice dog) and serial or categorical memes (such as the LOLcats).
It would be possible to connect the themes and figures mappings, as the same theme can be carried by different figures and the same figure can carry different themes. By connecting themes and figures, it would be possible to identify polarities (e.g., 'establishment vs. minority memes').
Thanks to such typology it is easy to highlight the critical points in Lankshear and Knobel's one; their 'Social commentary' indiscriminately includes practical and critical values, while the aesthetic-playful valorization seems to be split into two different categories (' Absurdist humour' and 'Hoax' , whereas the latter has critical nuances that would need to be made explicit). A semiotic typology allows to have a clearer view of the single types (e.g., 'Otaku and Manga' seems to fit a utopian valorization).
Punctum: The 'striking element' as a 'mistake'
With thorough analysis, it is possible to identify a unique element that holds a wide and heterogeneous set of texts such as Internet memes together. They always display a 'striking element' , a punctum (cf. Barthes 1980) , which is, lato sensu, a 'mistake' . The memetic category of 'mistake' encompasses everything from 'grammatical mistake' (such as the broken English of the early meme In the case of a proper meme, that is a derived text, the 'mistake' featured in the pre-existing text is selected, put under the spotlight, and spread. The source text's 'mistake' is the 'semantic hook' that catches the user's attention, making the text susceptible to memetic selection and dissemination; just like the prominent and peculiar physical features of a given public figure make him or her subject to parody and imitation. The bigger the 'mistake' , the more whimsical the text is, the more the incongruity is evident, and the more the humorous effect is obtained. In other words, 'Never a failure, always a meme' .
As Shifman notices, many -if not most -of the Internet memes show a situation that, in origin, was 'unintentionally, or at least not clearly intentionally, funny' (cf. Note 18). In this sense, memes display a kind of 'post-irony' (cf. Maddy 2012) . On the one hand, the irony they display is assigned ex post, it is a 'found irony'; discovered by the creator-user in the source text and perpetrated autonomously as the prominent element in the target text. On the other, due to such decontextualization, 'when that ironic reproduction is reproduced repeatedly, the multiplicity eventually neutralizes the irony being signified by virtue of its redundancy' (ibid.). In other words, 'the irony of pointing out the irony of something that wasn't really meant ironically isn't so ironic after all' (ibid.). Such memes seem to work like deforming magnifying glasses.
Conclusions: Toward a pragmatics of Internet memes
To sum it up, a typical Internet meme -a category that constitutes, de facto, the best and main example of a spreadable text -features a 'syntactic hook' (a modular structure, formula or template) and a 'semantic hook' (a striking element, a punctum, usually a 'mistake' being superimposed onto a basic semantic nucleus). 22 The virality or spreadability of Internet memes lies in these two basic features and in their balancing. The one works on users' agency, the other on users' engagement. Regarding both, 'affordance' (Gibson 2014 , Eco 1997 and 'competence' (Stéfani 1982) are key concepts; memes offer elements to users' agency and codified ways to access them (affordance), and users have to be equipped with a specific knowledge in order to recognize and employ such elements (competence). We may talk of a proper 'meme literacy' (Milner 2012; cf. also Lankshear and Knobel 2007) , declined into a wide range of 'stylistic practices' (cf. Eckert 2006) . A spreadable text has to be striking (semantics) and has to let users engage in bricolage operations according to different degrees of intervention (syntax); the more the text is striking, the more its structure is evident, the more the text is spreadable and potentially successful. It seems that, according to memetics terminology, the 'longevity' of a meme is owed to its 'fecundity' , to the detriment of its 'fidelity' (its faithfulness to the original text).
In fact, the two aspects are complementary; the one dimension is incomplete without the other. In music, 'genre' is a typological category that encompasses both syntactic and semantic aspects; namely, some musical genres are employed to identify elements concerning both dimensions, while others are more focused on one or the other. Likewise, some memes are more focused on semantics (ready-mades), while others are focused on the cooperation between semantics and syntax (samples-remixes, mimetic, symbiotic). Obviously, different structures can carry the same content, and different contents can be carried by the same structure. It would be interesting to study the different possible combinations between the two dimensions and look for regularities.
The proposed theoretical elaboration (a visual summary of which can be found in Fig. 8 ) can be profitably employed in analysis as well as in content design (like the category of 'spreadability' proposed by Jenkins, Ford and Green 2013) . Several key complementary remarks upon the topic (Internet memes, memetic practices) concerning the global significance of the phenomenon in terms of linguistic, cultural, and social impact have been omitted here due to space restrictions. Such remarks, along with the account of a proper online ethnography of selected case studies, aiming at investigating the pragmatics of these textual practices (on the basis of their syntax and semantics) 23 , will be treated in a separate article. In semiotic terms, 'the main feature of a "text" is […] to be an explicative model, rather than an ontological reality and, as such, to be determined, from time to time, according to the needs of the analysis. In other words, semiotics does not seek "texts" among its possible objects of analysis; on the contrary, it considers its object of analysis as a "text", which is the environment wherein the process of "meaning-making" takes place, with no regard to the specific nature of the object, which may indifferently be a novel, a picture, a dance, a square in a city, a shop window, and so forth' (Mangano 2008: 144 written that 'The individual articles from The Best Page in the Universe often spread memetically' . Afterwards, the very same day, the category 'Internet memes' is added to the entry. On September 3, the sentence 'Internet phenomena are often referred to as memes' is included and, afterwards, the very same day, it is edited into 'Most Internet phenomena can be often seen as good examples of memes, the selfpropagating ideas' .
5.
Wikipedia, List of Internet Phenomena entry.
6.
The examples are taken from the Burgess (2008) proposes the notion of 'textual hook' . The term 'hook' is here employed in the musicological sense; in fact, in memetics, a 'hook' is the name given to a 'co-meme' , namely the part of the memeplex that needs the replica-usually a logic consequence, a corollary of a given meme. Jacques
Geninasca (2000) would have probably talked of 'molar' and 'semantic grasp' (regarding the semantics), and of 'rhythmic' or 'impressive' grasp (regarding the syntax).
23. According to the threefold model provided by Rick Altman (1999) .
